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JAMES JOYCE. 

ULYSSES 
Produced and directed by Joseph Strick 

FOR USE ON STEREO OR 
MONAURAL PHONOGRAPHS 

O N JULY 4, 1966, filming began in Dublin, Ireland on what is surely one of the 

most ambitious motion picture projects of modern times, a film version of 
James Joyce’s monumental and mystifying novel, ULYSSES. 

Because nothing like it has ever been attempted before, we are delighted to present 
the sound track of the film which encompasses so well the sweep of the entire novel. 

Armed with an immensely talented cast, an honest, literate script, a modest budget 

by Hollywood standards (less than $1,000,000) and the willingness to risk the 
inevitable comparisons of this motion picture to one of the great novels of all 

time, director Joseph Strick started the cameras rolling on the famous opening 

scene of Joyce’s classic, Buck Mulligan shaving himself on the roof-top platform 
of the Martello Tower. 

There followed nearly six months of arduous production and by January 15, 1967 
the bulk of the work was done. Strick, his cast and crew, blessed with the mildest 

Dublin weather in years, brought ULYSSES in on schedule, under budget and 
in precisely the form that was promised—pure James Joyce, uncensored, 

: unaltered and unadulterated. 
ULYSSES, a monumental close-up of a single June day in the subtly intermingled lives 

of a group of lower middle-class Dubliners, presented a mammoth challenge to Strick and 
his company. The novel runs 783 pages and covers more than 18 hours in one day. 

Timing: q hr. 38 min. 20 sec. 

THE CAST INCLUDES: 
Molly Bloom BARBARA JEFFORD 

Leopold Bloom MILO O'SHEA 
Stephen Dedalus MAURICE ROEVES 
Buck Mulligan T. P. MCKENNA 

Haines GRAHAM LINES 
Gerty MacDowell FIONNUALA FLANAGAN 

Bella Cohen ANNA MANAHAN 
Zoe Higgins MAUREEN TOAL 
Josie Breen MAUREEN POTTER 

Blazes Boylan JOE LYNCH 
Nurse Callan ROSALEEN LINEHAN 

Alexander J. Dowie O. Z. WHITEHEAD 
The Citizen GEOFFREY GOLDEN 
Lt. Gardner TONY DOYLE 

Garrett Deasy DAVE KELLY 
Lynch LEON COLLINS 

Bantam Lyons DES PERRY 
Florry CLAIRE MULLEN 
Kitty PAMELA MANT 

Screenplay by Joseph Strick and Fred Haines 

WARNING: It is expressly forbidden to copy or reproduce this 
recording or any portion thereof in any manner or form, 

whether for profit, amateur, institutional, or educational use. 
Permission for broadcast, telecast or public performance 

use must be obtained in advance in writing. 
Caedmon Records, Inc. 505 Eighth Avenue, New York, N. Y. 10018. 

MADE AND PRINTED IN U.S.A. 

Library of Congress Catalog Card Number R68-2724 

COVER & LINER: Photographs from the film ULYSSES by Louis Goldman/Rapho-Guillumette. 

In condensing it to two hours and ten minutes, Strick and his screenwriting associate, 

_ only as a brilliant and absorbing film but also as a superb translation of 

passages of Molly’s monologue, it is all Joyce and as stunning 

a a —— ee ae ye 

_(atwo record album) TRS 328 

Fred Haines, set out to create “images worthy of being seen in the same room as 
Joyce’s marvelous words” and, as Strick says, “It was an editor’s job more than 
a writer’s. The screen-play is ninety-nine per cent pure Joyce.” 
Discounting the obvious financial advantages of casting by the “star system”, 
Strick held open auditions in London. He found his Stephen Dedalus in young 
Scottish actor Maurice Roeves, who soon after finishing ULYSSES was selected 
to fill the shoes of Alec Guinness as Macbeth at London’s Royal Court Theatre. 
For the part of earthy, voluptuous Molly Bloom, Strick chose the leading English 
stage actress, Barbara Jefford and for the film’s central role, Joyce’s Everyman, 
Leopold Bloom, Strick found the multi-faceted talent he was seeking in Dublin 

actor and music hall star, Milo O’Shea. 
f 

Peruaps the most difficult acting chore was that of Barbara Jefford, the 
distinguished Shakespearean actress whose role as Molly required her to 
speak what is certainly the most uninhibited dialogue ever heard in a 
motion picture theatre. 
Once the actual film making got underway, all the pieces seemed to fall into place. 
The stars, blessed with some of the meatiest roles in motion picture history and 
with the opportunity to crash into film stardom overnight on the opening of the 
most controversial film of recent years, turned in yeomanlike efforts, working 
long hours on the streets and in the public buildings of Dublin. 
No compromises with the rich, poetic and often bawdy Joycean dialogue 
have been made, for the producer insisted that Joyce’s concept should not be 
bleached or weakened—tthat adult audiences are entitled to see adult films. 
If one could not film ULYSSES as Joyce wrote it, said Strick, 

one should not make the attempt. 
By following Joyce . . . in spirit as well as letter . . . Strick and company 
surmounted the seemingly unsurmountable. 
The reviews of the film have one thing in common: it was agreed that the 
film is a masterpiece. Bosley Crowther of The New York Times had this to say, 
‘‘As faithful and fine a screen translation of James Joyce’s ULYSSES as 
anyone with taste, imagination and a practical knowledge of this medium 
could ask has been made by Joseph Strick and Fred Haines and the excellent : : 
Irish, Scottish and American cast Mr. Strick got together in Dublin last fall : ~ 
for the true-location shooting of the film’’, and Judith Crist of The World 
Journal Tribune wrote, “James Joyce’s ULYSSES comes to the screen not 

the classic itself.” 
The Joycean stream of consciousness technique is, of course, ideally suited 
to recording. The earthy, sometimes bawdy humor of Dublin comes across 
with great wit and impact, as does Joyce’s mordant philosophy. 
From the initial incantation of Buck Mulligan through the famed Odyssey 
of young Dedalus and Bloom in Nighttown and the final, climatic 

on records as in the theatre. 
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The Cast 

Molly Boom BARBARA JEFFORD 

Leopold Bloom MILO O’SHEA 

Stephen Dedalus MAURICE ROEVES 

| Buck Mulligan T. P,. MCKENNA 

Haines GRAHAM LINES 

erty MacDowell FIONNUALA FLANAGAN | 

BellaCohen ANNA MANAHAN 

Zoe Higgins MAUREEN TOAL 

Josie Breen MAUREEN POTTER 

Blazes Boylan JOK LYNCH 

Nurse Callan ROSALEEN LINEHAN 

Alexander J. Dowie _Z. WHITEHEAD 

The Citizen GEOFFREY GOLDEN 

Li. Gardner > - TONY DOYLE 

Garrett Deasy DAVE KELLY 

Lyath !LGON: COLEENS 

antam Lyons DES PERRY 

Florry CLAIRE, MULLEN THE PRODUCTION STAFF OF THE FILM 

Kitty PAMELA MANT Executive Producer WALTER READE, JR. 

Producer/Director JOSEPH STRICK 

Associate Producer WILFRID EADES 

Associate Producer FRED HAINES 

Lighting Cameraman WOLFGANG SUSCHITZKY 

Art Director GRAHAM PROBST 

Editor REGINALD MILLS 

Production Manager PAT GREEN 

Production Secretary EITHNE TYRRELL 

1st Assistant DENNIS ROBERTSON 

Continuity LORNA SELWYN 

Camera Operator SEAMUS CORCORAN 

Sound Mixer CHRIS WANGLER 

Co-ordinator RALPH T. DESIDERIO 

Portfolio designed by Frederick Hubicki | Music Composed/Conducted STANLEY MYERS 

All photographs in this portfolio, including the cover, are from the film, ULYSSES 

Photographed by Louis Goldman/Rapho-Guillumette. 



The experience, versatility and talent required for 

the immense role of Leopold Bloom were found by 

director Joseph Strick in Milo O’Shea, Dublin’s most 

popular music hall star and dramatic actor. The 

glamour of acting first attracted O’Shea in school, 

and at 17 he got his first job as a professional actor 

with the Gate Theatre in Dublin. Since then he has 

performed regularly at that theatre, runs his own 

acting company, the Vico Players, and is a director 

of the Dublin Globe Theatre. O’Shea is as well 

known on British TV and on the London stage as he 

is in his home town. The way he has met the chal- 

lenge of Leopold Bloom destines him for acclaim 

around the world. He is married to actress Maureen 

Toal, who plays Zoe, the prostitute, in the film. They 

live in a lovely old house by the sea, in which, by 

coincidence, a young man named James Joyce once 

gave piano lessons to an earlier resident. 

Among the growing ranks of brilliant young English 

actors, the newest addition is a dark-haired, blue- 

eyed Scotsman, Maurice Roeves, who portrays the 

young scholar-poet Stephen Dedalus. Roeves was 

raised and educated in Scotland, and within three 

months after he decided that the theatre was to be 

his profession, he was playing leading roles for an 

important Scottish company. Then came a meeting 

with Sir Laurence Olivier who offered Roeves the 

chance to understudy Albert Finney in the National 

Theatre. Roeves turned down the opportunity for 

a starring role in a television play which became one 

of British television’s most highly praised presenta- 

tions. Director Strick saw the show and received a 

glowing recommendation from Olivier. Roeves 

tested for the role of Dedalus and was awarded the 

part the next day. 

BARBARA 

JEFFORD 
It required what is probably 

the most demanding female 

role in motion picture history, 

that of Molly Bloom, to lure 

Barbara Jefford into motion 

pictures. Miss Jefford has been 

a star of the English stage 
since she was a teenager and 

is the youngest person ever 

to receive the Order of the 

British Empire from the Queen. 

She has been a leading lady 
with the Old Vic, the Royal 

Shakespeare Company and in 

London’s West End. Among 

the roles for which she is 

best known are Desdemona, 

Lady Macbeth, Cleopatra 

and Saint Joan. Recently she 
has been acclaimed by 

international audiences for her 

solo show, SHAKESPEAREAN 

HEROINES. She explains her 

consistent absence from the 

screen as being “simply from 

a lack of opportunity or 

enthusiasm.” Then along 

came Molly. 

JOSEPH STRICK 

Joseph Strick determined he wanted to make motion 

pictures after he left the Air Force. Unable to get a 

job in the industry, he earned his livelihood as a 

journalist and commercial scientist, laboring at 

night on his first film, MUSCLE BEACH, a mich 

heralded short. Then came a film in France and more 

work at night (8 years as a matter of fact) on a film 

called THE SAVAGE EYE, which won a’ British 

Academy Award and a special prize at the Venice 

Film Festival. Finally established, he then made a 

successful film version o1-THE BALCONY with 

Shelley Winters. Strick had longenvisioned 
ULYSSES as a motion picture, and after his filming 

of THE SAVAGE EYE first attempted to obtain the 

rights. 20th Century Fox outbid him. Finally Fox 

gave up the rights, and Strick obtained them from 

the Joyce Estate. The rest is cinematic history. 



ULYSSES 
by Bosley Crowther 

from his book THE GREAT FILMS 

The choice of the fiftieth film in this volume is 
one that I purposely postponed until the deadline 
was upon me, thinking there might just arrive a last- 
minute, unexpected entry that would qualify to be 
pegged as one of the greats. The prospect was not 
propitious, it seldom is in this medium. But a sur- 
prise by the unanticipated is always a glittering out- 
side hope. 

And, sure enough, one came—as usual, from a 
source I hadn’t looked to at all, and in the shape of a 
film I would have reckoned the least likely to leap 
forth as great. I would have said this because the 
very greatness, and the very uniqueness, of the book 
from which it was made would have seemed to 
preclude the probability of its being cramped into 
the formats of the screen. Furthermore, the novel’s 

notorious candor in carnal revelation by words 
would have seemed an essential feature that could 
not be expressed or exchanged. By all the rules, I 

would have forecast this film had little chance. Yet 
here it is—Joseph Strick’s splendid production of 
James Joyce’s Ulysses. 

There are several compelling reasons for my 
amazed admiration for this film and my confidence 
that it will stand forth as a classic of the screen. It is 
a welcome simplification and clarification of a mas- 
sive literary work that has been a puzzle and a 
struggle for English scholars for the past forty years. 
While it could not presume to be a compound of all 
the substance and vast complexity of Joyce’s hercu- 
lean novel, which is generally acknowledged to be 
the most famous, controversial and influential of 
the twentieth century—and,-indeed, no one could 
possibly have expected it to be all that—it does a 
remarkable job of pulling the fantastic account of 
events in the lives of three persons in Dublin during 
the course of one day into a sequential pattern that 
makes it reasonably comprehensible. It firmly com- 
presses the stories of Leopold and Molly Bloom and 
the ambitious poet, Stephen Dedalus, into a kind of 
cinematic narrative that knits their mundane activi- 
ties and their abundant fantasies into a relevant 
form. 

Reprinted by permission of G. P. Putnam’s Sons. From THE GREAT 
FILMS by Bosley Crowther. Copyright © 1967 by Bosley Crowther. 
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producer, had acquired the screen rights to Ulysses 
and intended to make a picture, with John Huston 

as director. Especially was it discounted when 
rumors got around that the British comedian, Peter 

Sellers, would play the role of Bloom. Subsequent 
indications that the project would be directed by 
Jack Cardiff, a British craftsman who had previously 
directed D. H. Lawrence’s Sons and Lovers (1960) 
for Wald, did little to lift expectations. Sons and 
Lovers had clearly revealed the customary film- 
maker techniques of softening realities and obscur- 
ing basic revelations in bringing strong literary 
material to the screen. Then Wald died, and his 
option on Ulysses was allowed to lapse. 

In the meantime, Strick, an independent Ameri- 

can producer and director, who had been involved 

in several varied and interesting minor works—the 
most impressive of which was a drama of alienation, 

The Savage Eye (1960)—had been hopefully eyeing 
Ulysses and laying out in his mind how it could be 
digested and articulated on the screen. He had at- 
tempted to get screen rights in 1960, before Wald 
stepped in. Now, when he heard the rights had 

reverted to the Joyce estate, he tried again. This time 
he gave the executors a frank and encouraging ac- 
count of how he intended to do the picture, and they 
optioned the rights to him. 

Obtaining financial backing was much more 
difficult. No major American company would touch 
the project. Interest among British producers was 
glacial. Then Walter Reade, Jr., a New York theater 

owner, independent producer and distributor, got 
excited about it and agreed to put up the money, in 
association with the combine of British film-makers 
known as British Lion. That group was dubious, 
however, and stipulated that its investment would 
be contingent upon the granting of a British censor’s 
certificate to the finished film. Reade was compelled 
to guaraniee that he would assume the total cost, 
which was calculated at $700,000, if a certificate 
was not obtained. 

With this support and understanding, Strick 
went to work on the film. He arranged to shoot it in 
Dublin, which was essential to get authentic atmos- 
phere, and also allowed a saving of money through 
use of an Irish staff and crew. His cast was studi- 
ously selected from promising people without star 
names. Miss Jefford had been spotted by him when 
he saw her play Shakespeare with the Old Vic 
company in Los Angeles. O’Shea had been dis- 
covered in a Dublin musical revue, and Roeves, a 
young Scottish actor, was found on the recom- 
mendation of Laurence Olivier. Top salary for these 
players was £100 a week. The rest of the cast was 
picked in Ireland and England, and there was one 
American. 

Shooting was started in Dublin in the early 
summer of 1966, with a house in the Sandymount 
section used for interiors of the Bloom house on 
Eccles Street—Molly’s bedroom and the kitchen— 
and also ihe parlor of the brothel of Bella Cohen. 
The enterprise was remarkably similar to Erich von 



1] 

ere: 80) 
_ 

® 

ancisco More 

weeks were 

Fr 

ing w 

h 

rl 

all 

O 

nN W 

S 

C 

10 tl 
) 

: ibi 

T 
i 

n 
7 

JE D 
bY 

f ex 

Beet 

a 

Tl 

fy 
U 

it 
AU 

nN 

4 

re 
er 
or 
it 

we 

\S 

rs 
+1 
Uf 

Vdc 

- 
1; 

uto 

pie 

fila 

9 

@ 

BY he 

U 

1 

k 

f 
S 

e 

F 

he 
y 

bu 

e 

e 

] 

t 

il 

L 

ta 

at 

or 

° 

1 

nd 

b 

YX 
a 

tr 

as 

d 

e 

Cc 

e 

ing 

1S 

ce 

tC 
. 

Ww 

) 

d 

deny ad 

oto n 

OS 

Nev 

he 

of 3 

gett 

ted Stat 

J 
a 

mm 

9 

ul 

e 
n 

gs 

ty 

tal 

e 

] 

H 

tae Jom) 

Nh 

4 

® 

CO 

LE 

1 

e 

Nl 

n 

k 

to 

x 

i 

10) 
t 

i at 

OO 

a 

e 

ntal 

b e 

of 

he 

2 co 

mor 

r grave an 

into t 

h 

c 

1 

— 

=) VU 

in 
i 
as 

the 

S 

er 

st 

ed 

ur 

ms 

f 

to S 

198] 

3 

da 

sa 
u 

n 

y 
ure 

a Ni V 

e novel 
° 

lewd or 

s inspec- 

66 

h 

to 

a 

ime t 

om 

t 

cus 
tely abide by the ruling of 

f 
3 

t 

° 

ty hor 

dered o 

at the 

u 

Whether the 

sa 

nsi 

d 

a 

e 

en 

Na 

ju 

nn 

a 

Oa 

mat 

le ] 
e 

Vv 
lv b 

a 
+ ~~ 

or 

un 

99 

obscene, 

lty of that of 
lved the novel—namely, 

6 

L 

m gui il 

16 —wWwa 
e 

nd the fi 

e had. abso 

he sensual 

ia 
hat Ulysses was no 

ppr 
ey 

y woul 

opr 

d 
Is 

dg 
| ae 

id 

oO 

th 
] 

u 

& 

e ju 

Pog 

O 

NJ 

r 

t 

e 

V 

Qe] 

th 
=: 

e h 

h 
] 

t 

C 

tors Vv 

dg 
het! 

whi 

he 

1 

s altogether 
as a desperate two and a half hours for 

i tors were v inspec le the 

in a few m 

Ww 

butor whi 

3 
c 

Lech 
intel 

i 

, while 

e 

ewing 

iv10US- 

inutes after they had 
1S10N WdaS 

iscovery O 

The dec 

1 reaction to the film 

the general and often amazed d 
s and customers has been that Ulysses 

intact. t 

ica 

1 

wholly without lasc 

t 

S 

1 

1 3 

cr 
£ 
BL 

th 
oted to pass 

1 

ion oO t 

L 

a7 
a 

4 

ica 
4. 
L 

Bu 

he 

S 

t 

gly outspoken 

\y 

3 

Nn 

t 

geno 

lm. 

Fo 

1 

: 

] 1 

fi 

fs 1 

e 

een 

pro 

t 

start 

S 

a 

Cr 

tn 

P
A
R
E
S
 

2S a
 

D
o
 
o
t
 

h
o
e
s
 

S
e
m
a
 o
o
 

B
o
t
a
 
a
t
a
s
 

pred 
n
o
o
r
 

t
o
 

BT W
r
y
 O
A
 

&
 

e
e
 

e
a
 

= 
¢
,
 
@
 

c
r
a
k
 

®
 

a
 

B
a
O
A
D
E
O
 

e
s
 

=
 

= 
1 

S 
= 

N
O
R
 oO 

e
e
 

o
e
 

a
 

|
 

dp
) 

| 
o
o
 

e
e
 

=
 

eS
 

oS 
a 

oe oO 
a
 

>
>
 

eee 
2 

R
i
s
 

5 
a 

O
o
 

f
e
o
 

ew 
8 = 

eee. 
Bee 

m
S
 

g
a
t
.
 

& 
= 

o
e
 
m
a
 
g
e
e
 

n
e
e
 

H
e
 

O
r
g
y
 

Po 
ee 

ae 
e
s
 
e
e
 

o
o
 

§
 Ope 

o
S
.
 

S
e
e
 
g
p
c
o
v
t
a
g
 

Pa 
AS 

a
e
 =
e
 

O
i
 

e
e
 

e
a
 

O
3
5
 
o
e
 
r
g
 

n.= 
0
0
 
a
p
 

@ 
o
e
 

o
p
e
d
 

O
r
g
 

bo 
2
 
B
G
s
 

H
e
r
 

o
m
 

2
s
 

e
e
e
 

B
e
 
o
l
 ee 

a 

ee 

a cae 

ohowtnoos 

1S It 

ially 
ical 

the soc 

or of canon 

e 

its public in contrast to 

is becomes the dominant theme 
3 

th 1 @ ions: t ] hib 
so often pervaded by sex 
in 

f 
99 

O oan C 
ow 

jw) Oo n 

~ 
a 

r
a
 a
 
a
a
d
 

a
o
 

> 
6
 

ra 
ae 

OD 44 
S
o
 

S
e
l
e
 

2
 

C
Q
 

ects 
(all> e

e
 
| 

F
e
 Q
 Q
M
 

f
y
 

S
y
 

=e 

R
o
 

@
 

a
 

t
o
 

p
a
 

yg 



circumscripption when communicating solely with 
itself. And iit is the true aspect of being that this film 
so recognizzably reveals. 

The fillm begins, as does the novel, with Buck 

Mulligan aatop the Martello Tower, speaking his 
impious preaise to the early morning and calling up 
Stephen Deedalus to consider with him the ironies 
and absurddities of life. It briefly establishes these 
young schoolars and their pedantic English visitor, 
Haines, theen cuts without cluttering introductions 
to the homee of Bloom and Molly, his wife. In crisp 
and droll cdomestic glimpses, it tacitly indicates 
Bloom’s ge2nerous indulgence of the sullen Molly, 
his knowleedge of her infidelities and yet his wistful 
attachmentt to her through the bond of their baby 
boy that dieed. 

Hence: it proceeds to weave a chronicle of epi- 
sodes in thie day’s activities of Bloom and Stephen 
—Bloom’s aaccidental tipping of a horse to an inveter- 
ate gamblemr, his attending Paddy Dignam’s funeral, 
his visit to; the newspaper office to negotiate an ad, 
and his serrio-comic encounter with an anti-Semitic 
citizen in a flavorsome saloon; and Stephen’s poign- 
ant confroyntation with one of his pupils at Mr. 
Deasy’s scthool, his unpleasant conversation with 
Mr. Deasy and his lonely ramble on Sandymount 
Beach. | 

The two are eventually brought together in the 
interns’ room at Trinity Hospital, where Mulligan, 
Stephen amd others are indulging in a spree of ir- 
reverent banter while in their cups; then Bloom and 
Stephen go off together to the red-light district of 
Nighttown,, and there Bloom surrenders his mind 
and spirit tio a series of elaborate and revealing fan- 
tasies whille visiting the brothel of Bella Cohen. 
What the fiilm conveys through this exuberant and 
witty flow of figments of imagination is the cheer- 
fulness, sentimentality and sexual insecurity of 
Bloom and the restlessness and self-doubt of 
Stephen, who has a fantasy of causing his mother’s 
death. Eacth, in his way, is compensating for his 
inner despairs and loneliness—Bloom because he 
has no son to succeed him, Stephen because he isn’t 
a great poet. 

The brief intermingling of their spirits is recog- 
nized in a sequence where they go to Bloom’s home 
together for cocoa after their Nighttown escapade, 
and their moods are sardonically translated in a dis- 
embodied, quizzical dialogue. Then Stephen leaves, 
Bloom goes to bed with Molly, and there follows her 
great silent soliloquy reflecting, at last, her own feel- 
ings. Thus the film ends as the novel does. 

It is in this amazing soliloquy, this ‘internal 
monologue” with its stream-of-consciousness cere- 
bration complemented by pictorial images, that the 
whole vulgar life of Molly, her pathetic union with 
Bloom, her shattered hopes of being a concert singer, 
her contempt and her need for men, her tawdry 
affair with Blazes Boylan, her voracity in sex, all run 
together (but with Miss Jefford providing punctua- 
tion with tthe measure of her speech) to coagulate 
the sadnesis of this woman. It runs for twenty-three 



minutes, anad is the staggering climax to the whole. 
Inevitabbly, many of the characters and much of 

the novel is s left out of the film. No effort is made to 
emphasize : the classical parallels—Bloom as a 
modern-dapy counterpart of the ever-questing 
Ulysses, Moolly as the restive Penelope and Stephen 
as the son, ' Telemachus—nor any of the numerous 
literary paraodies that are so much the delight of 
Joyce. Mulllligan, Boylan, Stephen’s father, the 
crippled girlrl, Gerty MacDowell, and many others of 
major conseequence in the novel are briefly sketched, 
in the film. 

But thee essence of this symbolic story of man’s 
eternal longiging and loneliness is grandly distilled in 
the poetry oof Joyce’s language and Strick’s images 
and in the eexcellent performances that every mem- 
ber of the ceast gives. And after one has the experi- 
ence of Mollily’s soliloquy, with its passages of carnal 
realism andi its beautifully supporting visuals, one 
has a suddden awareness of how tongue-tied the 
screen has bbeen in trying to articulate feelings that 
Joyce expresssed half a century ago. 

It is, I ffeel, highly appropriate and also poeti- 
y just thhat this film comes last in this volume, 

for it standds as such an interesting summation of 
t and preobable future trends. By at last giving 

Joyce’s greaat novel the cinematic visualization it 
cried to hawwe—and which, indeed, was anticipated 

in numerouis intervening stream-of-consciousness 
films, such aas Ingmar Bergman’s Wild Strawberries 
(1957) and F*ederico Fellini’s 842 (1963), all of which 
owed their ‘conceptual nature to the inspiration of 
Joyce’s workk—it sets up a suitable monument in this 
medium to an artist from whom much has been 
derived. 

But, moore than this, it establishes a model of 
mature apprroach and artistry in articulating experi- 
ence of a sorrt that is being examined more and more 
in films. Thee delicate areas of the human libido, the 
depths of the subconscious mind, the alienations of 

the procreattive impulse and the sterilities of sexual 
appetite are? matters of increasing interest. Copula- 
tion has beeen explicated on the screen in such fine 
films as thte Swedish Dear John (1965) and the 
Japanese W/oman in the Dunes (1963). Homosex- 
uality has been detailed in Bergman’s The Silence 
(1963) and Andy Warhol's artless indulgence of 
sheer voyewrism, The Chelsea Girls (1966). Clearly 
this medium, which can so graphically comprehend 
and communicate the mysteries of psychological 
movement, will be called upon to do so more and 

more. 
It is welll, then, that there should be a compound 

of image anid verbal poetry to mark the channel in 
this directioon. And it is most felicitous that it should 
be the film of Joyce’s Ulysses. 
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